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ABSTRACT 


Some of the most discussed topics in the field of Byzantine musical palaeography are the so-called 
great hypostases of the Middlebyzantine notation. The present paper provides some general 
information on the name, historical evidence, graphic forms and musical significance of these signs, 
according to the recent research conducted in the field. Future research will help to reveal the concrete 
musical meaning of the great hypostases, by focusing on the styles, genres and forms of Chanting Art, 
during the different periods of its historical presence. 
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Palaeography of Byzantine Chant is a fascinating field which attracted the attention of 
many scholars in East and West during the last centuries. Among the mostly discussed themes 
belong the so called great hypostases of the Middlebyzantine notation. In the text below, some 
overview-information about their names and historical evidence, graphical shapes and musical 


d ; P f : : 15 
meaning is given according to recent research conducted in this area ~. 


'S This paper presents the english version of the lemma on great hypostaseis published in Russian language in the 
Ilpaeocnaeuaa 2uyuknoneoua, vol. XXVI, Moscow 2011, p. 176-180. I would like to thank Mr. Sergej Nikitin 
and his collaborators for their interesting questions and observations, which helped to improve this text. 
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1. Terminology and evidence 


Megalai hypostaseis literally means great supports/foundations/plans, whereas in 
rhetorics the term hypostasis designates a figure consisting in the full expression or expansion 
of an idea ([45, 1895]). 

In Byzantine Chant the concept of great hypostases (ueyóAoi 0mootóosig, in the 
following abbreviated as MY) has been developed in connection with the Middlebyzantine 
notation (12"-middle of 19" cent.) and is closely related to the cheironomia, i.e. the art of 
conducting the choir with specific movements of the hands [30], [34], [26]. However, many 
shapes of MY occur as complex signs already in Palaeobyzantine notation (middle of 10"- 
end of 12" cent.; cf. [24]), and some of the MY survive until today, in the context of 
Newbyzantine notation (since 1814; cf. [6], [27]). 

In theoretical treatises from the 14" cent. onwards, the term MY is used as a synonym 
to megala semadia (ueyóáXa onuóáow, big signs) or aphona semadia (óova onuáða, 
‘voiceless’ signs, which are beyond the measuring of intervals by ‘voices’, i.e. by intervals of 
seconds). It denotes a group of around 40 signs, opposed to the interval-signs, the so-called 
emphona semadia (Eugova onpddia, ‘voiced’ signs, which are measured by intervals of 


seconds: see below, example 2 A and D). 


2. Names, shapes and functions 


Example 1 displays a list of MY from the Protheory found in ms St. Petersburg Public 
Library, gr. 494, f. 2v-3r, from the 14" cent. The list is entered with the following rubric (on f. 
2r): "About the other figures (oyńuata) of the great cheironomy, which are also called great 
hypostases" (cf. [5, 35-81] and facsimiles on plates I-XIV). It comprises 40 simple and 
composed signs, including some of the 'great lengthening signs' and different phthorai 
(modulation and/or alteration signs). In later lists, the phthorai form an independent category 
of signs, whereas some of the lengthening signs still remain in the list of MY (see example 2, 
B, C, D). 

In his famous treatise on Church Music, Gabriel Hieromonachos (15" cent.) lists the 
following 36 megala semadia: diple, parakletike, kratema, kylisma, antikenokylisma, 
tromikon, strepton, tromikosynagma, psephiston, psephistosynagma, gorgon, argon, stauros, 
antikenoma, homalon, thematismos eso, heteros exo, epegerma, parakalesma, heteron, xeron 


klasma, argosyntheton, gorgosyntheton, ouranisma, apoderma, thes kai apothes, thema 
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haploun, choreuma, psephistoparakalesma, tromikoparakalesma, piasma, seisma, synagma, 
enarxis, lygisma, bareia [10, lines 290-297]. Generally he states that the big signs, similar to 
the prosodic signs in grammar, serve for the orientation in the musical text and establish 
rhythm, dynamics and "other ideas" of the melody (10, lines 241-250). He explains the MY 
one by one, on the base of their etymology. Thus, for the epegerma (from éeyeipw = awaken, 
excite, erect: [45, 612-613]), Gabriel argues: "The epegerma comes suddenly like a fall of a 
mountain-stream and renders the intervals" (10, lines 363-364). 

Neume-lists and didactic songs of the Byzantine and Post-Byzantine period give a 
representative selection of the formulas (so-called theseis) connected to the MY. In example 3 
different graphic shapes of the epegerma-sign are displayed, together with the epegerma- 
thesis, as well as its slow exegesis by Chourmouzios Chartophylax from the beginning of the 
19" century. This slow exegesis represents the traditional decoding-rendition of the epegerma 
according to the forms of interpretation and composition called dromos (which literally means 


'way') organikos and argon melos (cf. Apostolos Konstas Chios beginning of 19" cent.). 


3. Colours, positions, frequency in use 


In the manuscripts with Middlebyzantine notation the MY can be written with black or 
red ink. In late tradition (Apostolos Konstas Chios, beginning of the 19" cent.), the difference 
of color has been connected to the meaning of the sign, i.e. full energeia in the case of black 
ink, half ‘energy’ for those signs written in red. Energeia is a terminus technicus for the 
musical effect produced by the different interval signs and the MY. "Full energy" means a 
complete, a long display of the musical effect of the correspondent sign, "half energy" means 
a shorter display. 

The MY are usually placed below the interval signs. While the early, developed and 
fully developed Middlebyzantine notations make a moderate use of MY (mostly written in 
black ink), the late Middlebyzantine notation, which is connected to the creation and 
transmission of the kalophonic chant (mainly from the beginning of the 14" cent. onwards) 
increases both the number and the species of MY, many of them being written in red. The 
opulent use of red MY in the new embellished style of the Renaissance of Byzantine Chant 
(1650-1720, according to Chatzigiakoumis), can be connected to the graphic codification of 
the cheironomy, in a period where the skillful Byzantine art of conducting begins to fall into 
oblivion. During the same period (from 1670 onwards, with Balasios the Priest) and as a 


parallel phenomenon, the written musical exegesis makes its appearance, with the notation of 
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the sound picture, the so-called melos, in a more analytic way, i.e. with the use of more 


interval signs and lesser species of MY [35]. 


4. Musical meaning 


The musical meaning of the MY has been inquired by many scholars from the end of 
the 18" cent. until today (e.g. Villoteau, Thibaut, Fleischer, Psachos, Tillyard, Wellesz, 
Conomos, Karas, Floros, Stathis, Amargianakis, Apostolopoulos, Arvanitis, Troelsgard a.o.). 
The hermeneutic attempts of many Western palaeographers focused on the MY as expression 
marks, whereas traditional scholars in Greece emphasized the connection of the MY to 
different forms of exegesis, especially their role of ‘expansion’ of the melos in the slow way 
of interpretation (see example 3 below). According to the present status quaestionis, we can 
conclude that the MY belong to a musical tradition where the oral transmission has a decisive 
role. In the Middlebyzantine notation, the MY were related to the structuring of the music and 
to its musical shaping (Gestaltung) in the areas of a) time (rhythm, agogics), b) modal space 
(different levels of ornamentation, from simple embellishments to complex transformations of 
the melodic skeleton, and modulations/alterations) and c) expression (dynamics, articulation, 
colouring, phrasing, character). More precisely, we refer to the complex role of the MY as 
demonstrated by the traditional way of rendition, i.e. according to the different types of 
musical exegesis. The concept of ornamentation in Byzantine chant designates a multi-level 
phenomenon and cannot be reduced to simple colouring in the modern acception of Western 
music of the last three centuries. The ornamentation in the melismatic types of exegesis [18] 
can involve expansions of the melodic ambitus and of the modal area through modulations. 
Thus, the ‘score’ in Middlebyzantine notation for a piece belonging to the papadic or the old 
sticheraric genre appears like a ‘musical skeleton’, i.e. it shows only the structural tones, the 
basic notes, what we propose to be called the *metrophonic structure' (i.e. the measurable 
basic intervals) of the melodic line, which, however, has to be rendered in a specific 
melismatic way, according to the oral tradition, in order to arrive at the appropriate melos- 
sound picture of that piece. For more details, the reader could look at Alexandru, [14], 
especially vol. I, p. 196-362 and vol. III, p. 8-112. 

The MY were responsible for the neume-text on the level of its performance, i.e., 
they designate how to perform a musical piece, how to shape it (musikalische Gestaltung) 


in the areas of rhythm, modal space and expression. 
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They made memorizing easier, for, in order to memorize something easier, one needs 
to understand the structure. The MY help exactly to this end, because they allow to identify 
very quickly the different theseis-formulas by which one phrase, one period, or the whole 
piece is constituted. 

They also permitted the singers and composers to have recourse to their know-how 
rapidly: the shape of the MY, often in red ink, as well as the cheironomic gestures function 
like an impulse to the brain, to recall rapidly the traditional form of rendition for each thesis- 
formula, i.e. to remember at once the specific rhythm, ornaments, modulations, dynamics, 
articulation, colouring, phrasing, character which belong to the respective thesis according to 
the oral tradition. The reader can find more details on these issues, by studying the two 
important texts by Sloboda and Danuser. See also Alexandru, [14], vol. I, especially p. 196- 
197, 237-286, 302-362. 

Until at least the 17^ cent., the MY were connected to an elaborate gesticulation 
(cheironomia). Furthermore, it became obvious that there exists a stratification of decoding 
forms. That means that there are different types of exegesis, i.e. of traditional deconding- 
chanting of the pieces written with Middlebyzantine notation (syllabic, short melismatic and 
long melismatic (cf. works by Karas and Arvanitis cited in the bibliographical list). This leads 
to different ways of interpretation of the whole notation. It is very important to understand 
that the exegesis refers to the entire piece, to all its signs, not only to the MY (this was a point 
which lead to confusions in the older bibliography). The Middlebyzantine neumes developed 
during the centuries into a ‘context sensitive’ notation [43], where the concrete meaning of 
each MY can depend on several factors: 

a. the style (e.g. old or classic, kalophonic, new embellishment, new short style), the 
genre (e.g. sticheraric or papadic), form (e.g. doxastikon or cheroubikon), the ‘way’ of 
interpretation (the so-called dromos, connected to the musical texture of the piece, e.g. fast- 
syllabic, slow-melismatic), the tempo, 

b. the formula and its position in the musical phrase, 

c. the mode and the melodic degree where the formula occurs, 

d. the conditions of performance (degree of festivity, place, choral or solistic 
performance) as well as the performance style (of a school, of a singer). 

A context insensitive transcription of the MY into staff notation could only be 
considered as a kind of ‘diplomatic transcription’ [29]. Palaeographic studies conducted 


during the last decade and hopefully also future research will help to reveal the concrete 
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musical meaning of the MY, by focusing one by one the styles, genres and forms of the 


Chanting Art, during the different periods of its historical presence. 
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Example 1. The great hypostases from the Protheory in St. Petersburg, Public Library gr. 494, f. 2v-3r, 14" cent. 
(Source: Gertsman, Theoreticon, plates IV-V) 
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Example 2. The great hypostases in the context of the classification of Middlebyzantine neumes, according to the Protheory of the Papadike (main 
source: Vat. Barberinus gr. 300, f. 2r-4v, 15th cent.: 
cf. Floros, Universale Neumenkunde, vol. III, facsimiles 3-6). In this example all the names of the neumes are transliterated phonetically, in order to give a 
clear idea about the actual pronunciation of the basic terminology of Byzantine Chant. 


MIDDLE BYZANTINE NOTATION. A COMMENTED PAPADIKE' 


bal LU 


Dx bodies (acia ta) (6): oligon — , oxa 7 , potasi «7 , küphizma C , pelastóo ty . dio kentimata + 


ascendent E 
ipili & 


~ spirits (evcopata) (2 y kéntima. » 
A. ‘Voices (ġarra 
or phonetieal signs (Areara) (14), divided 4 


o bodies (21 apóstrophos > , dio apóstrophi sindezmi >> 
descendent (6) — 
spirits (2) elapisrón ^ , harmili * 


Note: Aporol 9 — is neither a body nor a spirit, but a melos, Pseudo-Danmaskenos (edd. Wolfram Hannick, 
treatise [X, lines 795.798) considers the dio kentimata as a separate sign which doesn’t fall in neither category 
of bodies or spirits 


phthorai of the modes: — peótos (1) è plágios prótu (V) a 
défleros (1) © plágios deftéru (VT) Kd 
B. Phthoral (Gopal = destructions’, trites (HT) y senanó (VI triphonic) sf 
modulation signs) (10-13), to which belong tétanos (IV) "a plágios tetárm (VII) LM 
other phthoral: imíphonon AS thematismós _> 
imiphthoran théma aplin oa 
AG érarxis te 
3 great lengthenings (ucyà Aor dpytai): krátima 4^ dipli « (= doble oxis), dio apóstrophi sindezmi 9 


C. Lengthening signs (apyias) (3 4), from which 
a half (]uigo dpyia): klizma w 


Cf. Propedia of Fillothei sin Agi Jipel, Praltichís Ramüeneancd, II Anmavtasimatar ed. Sebastian Barbu-Bucur, lzvoare ale Muzicii Románeyti VII B, Bocuregti 1984 pp. 65-67, 115-120 
Cf. also the Papadike in Vatic. Barb, gr. 300, f. 2r-4v, 15th cent., in C. Floros, Criversale Neumenkumde, vol. HE, Kassel 1970, plates 3-8. Sce further Alexandru, Studie 
The last three phthorai are given after Filothei’s Propedia (p. 114) 


D. The big signs, ‘without voice’, great hypostases or cheironomic signs (neydAa orbus, dura, peydAa Onootdors, bud xepovosiag) (around 40 signs)’: 


kison co when the poctical text has a syllable which begins with double or 20, Parakalezma S. 
even triple consonant, late mss use the isáki « — (*small ison’ [Karas]) 

2 Dipli ~ or- in later mss 21.Éteron parakilezma — ee 

3. Paraktitiki —— 22, Xirón klázma La 

4. Krátima £- or "— in later mss 23, Argosintheton "Hy 

5. Kilizma “> 24, Gorgosintheton ux also called thadin E 

6. Antikenokilizma | 1-2 25. Uránizma hs 

7. Tromikón 3 26, Apóderma wn 

8. Ekstreptón Z 27. Thés ke apóthes — 

9. Tromikosinagma So 28. Théma aplón --— 

10, Psiphistón T s 29. Hórevma c 

11. Psiphistosinagma „Æ 30. Psiphistoparakalezma 96 

12. Gorgón r 31. Tromikoparakálezma j~ 

13. Argón ^ 32. Piazma EN 

14, Stavrós =+- 33. Sizma Yv 

15. Antikénoma —> 34. Sinagma ts 

16, Omalón —7 35. Érarxis L 

17, Thematismás éso —9 36. Tzákizma ca 

18, Thematismós éxo 8? 37. Varia X. 

19. Epégerma “abe 38, Lighizma a 


? The list of signs is taken from Vatic. Barb. yr. 300, In the cave of signs 21, 22, 25, 29, 32, 33, the seldom graphic shapes S| WY ce wo uy 
have been replaced with the more common graphic shapes of the respective signs. 


Example 3. A case study: the epegerma. 

In the two staves, the formula from the Mega Ison poem of St. John Koukouzeles is shown: a. after EBE 2458, with a transnotation where the alto-clef is used, 
in order to facilitate the comparison with b. the transcription after Chourmouzios’ long exegesis, taken from Taueiov AvOoAoyíac, vol. 1,1, Rigopoulos, 
Thessaloniki 1980, p. 460-461. 

Below the staff, some syllables of the pseudoparallage are indicated ("Ke = Pseudo-Ke, transposed Ke). See also Floros, Universale Neumenkunde, vol. I, p. 
144-146. Alexandru, Studie, vol. I, p. 121, vol. II, p. 45, vol. III, p. 3. 


The esample of the epegerma 
V. Graphic shapes and ligatures 
Palacody santine Notation | Middleby saatine Notation 


fully developed and late 


= —} 
| Chartres Na ánófteyua 
(Levee Gamme 67, f. 159v) = unsal shape 
-— (intyrgaa) 
- Aw HE WHS rare shapes 
Coistin wf). igatuee of epegerma 
and 1y3^snta 
Ma 7 evo ciega (Konstsmarsitess 86. E 15v) 
2. Formula (rhexiv) and its transcription by Choarmouzios (long exegesit) 
— Pr ee 
o” EAS 
w 
¿nt y pa (Pseudo-Dumaskenos, edd. WolfunyHamick, line 364) 
i - - p^ m 
Carn NT = Sz Nf m NN 
pra o o UH ye ua TX (Koukouzeles, Mega Ison, EBE 2458, f 4v, A.D. 1336) 
KG ta a FGE F 
\ 2 az: we one 
`“ > = co pd ` ^ ^ 
pe a e f» ete = Tej- 
fr = — T A o = _— * - 
A ame Va. & (ec F 2^6 oU PE cok an tee wu aa dd cim 3 — Ne 
a Ny. red. pe m$ aa te. +2 F + oe eB 


‘ "-— Es dc mut(pe ^ te to oF 6j 
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